In the Palaiologan era these allegorical stories were also depicted in byzantine churches, though rarely. 9 Many representations of the parable of the Wise and Foolish Virgins 10 and two frescoes with that of the Royal Wedding 11 are shown in painted churches of Crete. The parable of the Wise and Foolish Virgins has also been depicted on a thirteenth century layer in the church of Saint George Diasorites in Naxos, 12 as well as in the frescoes of the church of the Holy Apostles in Thessaloniki (1312) (1313) (1314) (1315) (1316) (1317) (1318) (1319) (1320) . 13 Excluding the latter monument, the remaining representations were placed in the greater context of the composition of the Last Judgment, a place dictated by the eschatological character of the allegorical stories.
The situation is different in some Serbian churches, where a major number of parables were included in the iconographic program. The present article will focus on the study of the parables, which were depicted in Dečani (1335-1347/1348), as among the frescoes of this monument we find the oldest "cycle" of parables which were represented in a Balkan church. 14 In total, six parables where included in the painted decoration of the katholikon of the monastery.
The first one is that of the Lost Sheep which is recited by and . The corresponding passage of the Gospel begins with a rhetorical und törichten Jungfrauen, 496-497; R. Stilwell, Catalogue of sculpture, in: Antioch-on-the-Orontes III. The excavations 1937 -1939 , ed. R. Stilwell, Princeton 1941 Mantas, Die Ikonographie der Gleichnisse Jesu, 384, 430, fig. 77, 207. 9 For the rarity of the depictions of the parables in the monumental painting, cf. Mantas, op. cit., [333] [334] For the examples, cf. ibid., 395-400, fig. 110-121 (with older bibliography) . 11 A. G. Mantas, Άγνωστες παραστάσεις της παραβολής των Βασιλικών Γάμων σε τοιχογραφημένες εκκλησίες της Κρήτης, in: 10 th International Cretological Studies Congress B/2, Khania 2010, 109-122. 12 This representation is destroyed today and its existence is mentioned only in remnants of an inscription; v. G. Dēmētrokallēs, Συμβολαί εις την μελέτην των Βυζαντινών μνημείων της Νάξου, Athens 1962 , 50-51. Cf. M. Acheimastou-Potamianou, Hg. Georgios Diasorites, in: Naxos, ed. M. Chatzidakis, Athens 1989 Ch. Stephan, Ein byzantinisches Bildensemble. Die Mosaiken und Fresken der Apostelkirche zu Thessaloniki, Worms 1986, 239-240, fig. 61 . Cf. Mantas, Die Ikonographie der Gleichnisse Jesu, 393,  fig. 104 . For the date of the frescoes, v. E. Kourkoutidou-Nikolaidou, A. Tourta, Spaziergänge durch das byzantinische Thessaloniki, Athen 1997, 132. 14 Seven parables were included in the iconographic program of Saint Nicholas in Curtea de Argeş (late fourteenth -early fifteenth century); however, their depiction in different areas of the church precludes any discussion of a "cycle". For this frescoes, v. O. Tafrali, Monuments byzantins de Curtéa de Argeş, Paris 1931, 68-69, 78-79, 98-100, 111, 118-119, pl . XXXVII.1, XXXIV, XLVIII.1, XL.2, LII.1-2; Mantas, Die Ikonographie der Gleichnisse Jesu, [381] [382] [394] [395] 410, 413, [427] [428] 448, fig. 72, 109, 147, 154, [197] [198] 257 . For the date of the frescoes, v. A. Dumitrescu, Une nouvelle datation des peintures murales de Curtea de Argeş. Origine de leur iconographie, Cahiers archéologiques 37 (1989) 135-137, 156; D. Simić-Lazar, Sur une datation des fresques de l'église de Saint-Nicolas de Curtea de Argeş (Roumanie), ZLUMS 39 (2011) 9-38. On the opposite side of the spectrum, a cycle of five parables is represented in the conchs of the church of Resava, which is, however, significantly more recent than Dečani (Resava frescoes were painted around 1418); v. B. Fig. 1 The parable was rendered through a fresco on the northern wall of the prothesis of the katholikon. 15 The upper part shows the conversation between Christ and a Jew, a scene which possibly depicts the narration of the parable by Christ. 16 In the lower section, within a rocky landscape, a male figure, the shepherd, extends his hands to catch a ram, a scene through which the finding of the Lost Sheep is represented. In the third scene, which is placed directly beneath, a laid table stands at the centre; around it three beardless male figures are seated engaged in conversation ( Fig. 1 ). 17 The topic of the representation is not drawn directly from the Gospel text; the artist shows the invitation to the friends and neighbours of the shepherd, so that they share in his joy, in the form of a banquet. 18 The shepherd of the allegorical story is not depicted in the form of Christ, as obligated by the patristic interpretations of the Gospel passage; 19 so the iconography of the parable belongs to the narrative type. 20 Finally, the inclusion of the allegorical story in the iconographic program of the prothesis remains a problem difficult to solve. The only explanation which could be given is its possible association with the liturgical sacrifice of the Lamb, which takes place daily in this part of the church. 21 The next parable, which is depicted in the nave, is that of the Wise and Foolish Virgins. According to the Gospel of Matthew (25:1-13), which is the only one that recites it, Christ says that in the time of the Last Judgment "shall the Kingdom of Heaven be likened unto ten virgins, which took their lamps, and went forth to meet the bridegroom. And five of them were wise, and five were foolish". When the bridegroom arrived "at midnight", the Wise Virgins, who had brought extra oil with them, "went in with him to the marriage: and the door was shut". When the Foolish ones arrived later, their lamps having gone out due to lack of oil, they asked the bridegroom to open the door for them, but he answered: "Verily I say unto you, I know you not."
The parable is represented in the middle decorative zone of the eastern section of the south-western pier of the church. 22 Christ and the five Wise Virgins are shown in a Todić, Manastir Resava, Belgrade 1995, 63-64, 91-92, 94-95, fig. 66-67, 70-74, 105; Mantas, op. cit., 381, 410, 427, 438, 446, fig. 70-71, 146, 196-197, 233-234, 256. 15 For the iconography of the parable, v. Wessel, Gleichnisse Christi, Mantas, op. cit., [243] [244] [245] [246] [247] [248] [249] [250] [251] [252] [253] [254] [255] At this point it must be noted that some damage to Christ's or the Jew's hand in older photographs had led to the conclusion that it might be a depiction of the parable of the Lost Coin; v. V. R. Petković, D. Bošković, Manastir Dečani, Belgrade 1941, 40, pl. CCXXV.1. Cf. Wessel, Gleichnisse Christi, col. 861 . However, in modern photographs the damage has been undone. Therefore, it is quite certain that this scene represented the narration of the parable of the Lost Sheep; v. B. V. Popović, Program živopisa u oltarskom prostoru, in: Mural painting of Monastery of Dečani. Materials and studies, ed. V. J. Djurić, Belgrade 1995, 95; Mantas, Die Ikonographie der Gleichnisse Jesu, 246, 247 . The topic of the narration of a parable, even though it is a topos in illuminated manuscripts, is extremely rare in monumental painting. We see the sole -known to me -other example in the fresco with the parable of the Royal Wedding in the Chilandar monastery on Mount Athos; v. Mantas, op. cit., [124] [125] 379. 17 Petković, Bošković, Manastir Dečani, 40; Wessel, Gleichnisse Christi, col. 861; Mantas, op. cit., 418, fig. 166. 18 The depiction of the banquet is also seen on fol. 141r of the Gospel of Florence (Biblioteca Medicea Laurenziana, cod. Plut. VI 23, circa 1100), and on fol. 178r of the codex Par. gr. 1128 (fourteenth century) with the romance of Barlaam and Joasaph; v. T. Velmans, Le Tétraévangile de la Laurentienne Florence, Laur. VI 23, Paris 1971, 45, fig. 240; S. Der Nersessian, L'illustration du roman de Barlaam et Joasaph, Paris 1937, 127-128, fig. 259; Wessel, Gleichnisse Christi, col. 861; Mantas, Die Ikonographie der Gleichnisse Jesu, 416, 418, fig. 161, 165. 19 For the texts, v. Mantas, op. cit., [243] [244] [253] [254] tower-shaped structure with battlements. Christ extends His right hand in a gesture of denial; this denial is directed at the five Foolish Virgins, which are shown in the lower section of the fresco, outside of the structure, which symbolizes paradise, the closed door of which is being knocked by the leader of the group (Fig. 2) . 23 The pictorial rendering of the bridegroom in the form of Christ can be found in all representations of the parable, as much in monumental painting as in illuminated manuscripts. 24 Representations of marriage in antiquity, 25 which with the necessary changes became Christian, 26 were used as a model for the older illustrations of the parable, with a characteristic example being the above mentioned miniature of the Rossano Gospel. 27 The parable was represented more often than all the others and can be seen already in the art of the catacombs; 28 this frequency can be explained by the liturgical importance of the corresponding Gospel passage, which, according to the Armenian Typikon of the fifth century, was read on Holy Tuesday. 29
The place of the parable in the iconographic program of byzantine churches shows a significant variety; the topic, as mentioned above, was depicted normally in iconographic In the katholikon of Dečani the fresco has been placed above the king's throne in the church; this place has already been associated with the idea of wisdom and foolishness: as opposed to the Foolish Virgins, the leader of the nation as well as the hegoumenos of the monastery, must have the virtue of wisdom, with which they will correctly lead the state or the monastery. 33 The two parables examined above where represented in areas of the church that are at a great distance from each other. Their placement on these areas does not allow their inclusion into the "cycle" of parables shown in the monument, which was integrated in the decoration of the southern parecclesion of the katholikon, dedicated to Saint Nicholas. Four representations of parables were incorporated in the iconographic program of the parecclesion. These are the parables of the Royal Wedding, the Good Samaritan, the Rich Man and Lazarus, and also that of the Pharisee and Publican, which will be discussed below.
Following the sequence of the Gospel, the first parable to be examined is that of the Royal Wedding, recited by and . According to Matthew, whose narration is the basis for the fresco, a king had invited obviously important people to the banquet that he organized to celebrate his son's marriage. Despite his repeated invitations, during the banquet, the guests "would not come" offering weak excuses. The king then ordered his slaves to go to "the highways" and invite everyone they found there, "both bad and good" and "[...] the wedding was furnished with guests. And when the king came in to see the guests, he saw there a man which had not on a wedding garment. Then said the king to the servants: Bind him hand and foot, take him away, and cast him into the outer darkness; there shall be weeping and gnashing of teeth."
The parable of the Royal Wedding is depicted on the upper decorative zone of the south wall of the parecclesion and was represented with two scenes. 34 In the first the feast and the expulsion of the inappropriately dressed man are shown. The centre of the significantly destroyed fresco is dominated by a laid table, around which no less than five male figures are seated. Behind them, Christ stands to the right, extending his right hand to the improperly dressed man. Two flying angels are dragging the impious man by the hair, distancing him from the table (Fig. 3 ). In the second scene, two more flying angels are throwing the inappropriately dressed man, whose hands and feet have been bound, into a tower-shaped building, within which a large number of skulls can be seen (Fig. 4) . 35 The representation of the parable belongs to the symbolic iconographic type. 36 As such, in the first scene, the king of the Gospel narration was depicted, according to the patristic interpretations of the text, 37 in the form of Christ, an element which can be found in the iconography of the parable since the thirteenth century. 38 66-67. 36 For the differentiation of the representations of the parable in iconographical types, v. Mantas, op. cit., [138] [139] For these interpretations, v. ibid., 121 with n. 4, 123 with n. 11. 38 On fol. 94v of the Gospel Iviron 5 (the mid-thirteenth century) and on fol. 80r of the codex Par. gr. 54 (circa 1280); v. St. Pelekanidēs et servants, responsible for the expulsion of the impious man, are depicted as angels. The same also holds true for the representation of the corresponding figures in the second scene, in which the inappropriately dressed man is thrown into the outer darkness. The particular emphasis given to the teeth of the skulls 39 in the hexagonal building, with which the outer darkness is represented, is a clear reference to the gnashing of teeth, a phrase with which the parable ends. 40 The next parable which was included in the iconographic program of the parecclesion is that of the Good Samaritan (Lk 10:25-37). According to Christ's words, "A certain man went down from Jerusalem to Jericho, and he fell among thieves, which stripped him of his raiment, and wounded him, and departed, leaving him half dead". A Priest and a Levite, "when they saw him, passed by on the other side. But a certain Samaritan, as he journeyed, came where he was: and when he saw him, he had compassion on him, and went to him, and bound up his wounds, pouring in oil and wine, and set him on his own beast, and brought him to an inn, and took care of him. And on the morrow when he departed, he took out two pence, and gave them to the host, and said unto him 'Take care of him; whatsoever thou spendest more, when I come again, I will repay thee'."
The parable is shown with three scenes which are placed on the south and west walls of the parecclesion. 41 In the fresco on the south wall, the man's journey from Jerusalem to Jericho, as well as the attack by the thieves, are represented ( Fig. 5 ). 42 Jerusalem, where the traveler begins his journey from, is depicted in the left part of the fresco atop a mountain; 43 on the right, the traveler is seen on his trip. He is shown again at the lower section of the fresco naked and fallen to the ground, while winged demons are attacking him with clubs. The rendering of the thieves in the form of demons 44 is an element based, as has been proven, as much on the patristic commentaries of the Gospel text as on hymnology. 45 The pictorial rendering of the parable is completed by an extensively damaged two-zoned scene on the western wall of the parecclesion. On the upper zone, the indifference shown by the Priest and the Levite, as well as the care of the Samaritan for the traveler, are represented. On the left, the wounded man is laying naked on the ground, while the Priest and the Levite are walking towards the left, ignoring him. On the right, Christ is shown attending to the, now seated, but still naked, wounded man (Fig. 6) . 46 The depiction of the Samaritan in the form of Christ, an element which can be found already in the miniature of the Rossano Gospel, 47 is based on the patristic interpretations of the text and places the fresco in the symbolic iconographic type of the parable. 48 al., Οι θησαυροί του Αγίου Όρους. Εικονογραφημένα χειρόγραφα II, Athens 1975, 298-299, fig. 14 fig. 139 . 43 The representation of Jerusalem atop a mountain is in accordance with the phrase going down of the text, which corresponds to the reality, as Jerusalem is built at a higher elevation than Jericho. The city is depicted in a similar way already since the ninth century, with the oldest surviving example being the miniature on fol. 143v of the codex Par. gr. 510 (879-882); v. L. Brubaker Kondaris, Ioannina 1989, 114 . 46 Petković, Bošković, Manastir Dečani, 40, pl. CCXX.2; Todić, Manastir Dečani, 384, 475; Mantas, Die Ikonographie der Gleichnisse Jesu, 408, fig. 140. 47 V. n. 6 supra. 48 Mantas, Die Ikonographie der Gleichnisse Jesu, 198 with n. 5, 214-215. Fig. 9 . Dečani, parecclesion of St. Nicholas. Parable of the Rich Man and Lazarus, detail It is also worth noting that the Levite is holding a closed codex, 49 which is an allusion to the Old Testament, as, according to the patristic commentaries, the Priest and the Levite were considered as symbols of the Law in general and of Moses in particular. 50 On the lower zone of the fresco, on the left, the transportation of the wounded man, being supported by Christ, 51 can be seen. The scene is different from the text, in which it is written that the traveler was transported to the inn on the beast of the Samaritan. This difference between text and image is attributed also to the symbolic interpretations of the parable, according to which Christ, with his sacrifice on the cross, made his own body a beast of burden, upon which the salvation of the people is made possible. 52 On the right, the traveler is depicted on a bed, a topic which is not mentioned in the Gospel, but can be considered as obvious within the spirit of the narration. Behind the bed, the Samaritan/Christ pays the innkeeper. As much as it is possible to discern, the innkeeper appears to be rendered with the characteristics of the apostle Paul. If this observation is true, then one more symbolic element can be found within the fresco, as according to the patristic interpretations of the text the innkeeper was identified as the Church, the clergy, the apostles, and Paul in particular. 53 The third parable included in the iconographic program of the parecclesion is that of the Rich Man and Lazarus . According to Christ's words, "There was a certain rich man, which was clothed in purple and fine linen, and fared sumptuously every day. And there was a certain beggar named Lazarus, which was laid at his gate, full of sores, and desiring to be fed with the crumbs which fell from the rich man's table; moreover the dogs came and licked his sores." When both of them died, the rich man, "being in torments, seeth Abraham far off, and Lazarus at his bosom. And he cried and said, Father Abraham, have mercy on me, and send Lazarus that he may dip the tip of his finger in water, and cool my tongue; for I am tormented in this flame." But the patriarch refused, reminding him "[…] thou, in thy lifetime, received thy good things, and likewise Lazarus evil things […] . And beside all this", continued Abraham, "between us and thou there is a great gulf fixed: so that they which would pass from hence to you cannot; neither can they pass to us, that would come from thence."
The parable was rendered with three scenes, which are depicted on the west and north walls of the parecclesion. 54 In the first of these, which is on the upper section of the west wall, the luxurious life of the Rich Man and Lazarus' miserable one are represented (Fig. 7) . 55 The Rich Man, dressed in fine garments and with a crown on his head, is seated at a laid table, accompanied by other guests. His depiction as a king is an element which distances the scene from the text; it is a western influence, as this particular detail can be found in representations of the parable in the West, and is based on Latin commentaries of the text. 56 The topic of the Rich Man's luxurious life, possibly because of its pagan character, can be found rarely in depictions of the parable. 57 An iconographic detail, unique in the pictorial rendering of the allegorical story in the East, is the depiction of a female figure which is seated next to the Rich Man. The spirit of the narrative makes it far more likely that this is an immoral woman rather than the Rich Man's wife. The depiction, finally, of the half-naked Lazarus, who is shown wearing a hat, 58 in front of the table, serves to emphasize the difference between the lives led by the two protagonists of the allegorical story.
The fresco on the north wall of the parecclesion depicts Lazarus' death on the left and the Rich Man's on the right (Fig. 8) . 59 Lazarus is laying half-naked on a straw mat, while two angels transport his soul to Heaven. The Rich Man is depicted laying in a marble sarcophagus, dressed in lavish garments, while an angel strikes his mouth with a trident. The subject of the two protagonists' death is unique in the iconography of the parable in eastern art, as in other extensive representations of the allegorical story, only the burial of the two figures is shown, but not their death. 60 The marble Fig. 10. Dečani, parecclesion Gleichnisse Jesu, 437, fig. 230 . 56 The Rich Man is also wearing a crown in the miniature on fol. 182r of the Armenian Gospel Matenadaran 7651 (thirteenth century and 1320); v. S. Der Nersessian, Miniature painting in the Armenian Kingdom of Cilicia from the twelfth to the fourteenth Century, Washington 1993, 147, fig. 613 ; Mantas, Die Ikonographie der Gleichnisse Jesu, 435, fig. 224. 57 Besides the representation being examined, it can also be found in the miniature of the above mentioned (v. previous note) Armenian Gospel, as well as in the Resava fresco; v. Todić, Manastir Resava, 91, [93] [94] Mantas, Die Ikonographie der Gleichnisse Jesu, 438, A hat is also worn by the figure in the Resava fresco; v. the previous note. 59 Petković, Bošković, Manastir Dečani, [39] [40] pl. CCXXX; Mantas, Die Ikonographie der Gleichnisse Jesu, 437, fig. 231. 60 V. the miniature on fol. 149r of the codex Par. gr. 510 ; Brubaker, [131] [132] fig. 20 (with older bibliography). sarcophagus, in which the deceased Rich Man lays, is an allusion to his luxurious burial, which is the opposite of Lazarus' poor one. This iconographic element is based on Augustine's commentaries, who, with the occasion of the Rich Man's burial, expresses his absolute denial of the luxurious mausoleums, in which the rich are buried. 61 On the right side of the fresco, the Rich Man is seen naked in flames; extending his right hand, he attempts to communicate with Abraham, who is represented on a pier on the right, holding Lazarus' soul in his bosom (Fig. 9 ). 62 The depiction of the Rich Man at a distance from Abraham, a topos in the iconography of the parable, 63 is an attempt to represent the gulf, which, according to the Gospel text, separates Heaven from Hell.
The parable of the Pharisee and Publican is the final one which was depicted in the parecclesion. According to Christ's words , "Two men went up into the temple to pray; one was a Pharisee, and the other was a publican". The Pharisee, within his prayers, included all of his righteous deeds and thanked God for them, as well as for the fact that he was different from the Publican. The latter, "standing afar off, would not lift up so much as his eyes unto heaven, but smote upon his breast, saying, God be merciful to me a sinner. Christ concludes that this man [the Publican] went down to his house justified rather than the other."
The allegorical story is represented in a fresco which occupies the western part of the western cross vault of the parecclesion. 64 At its sides, there are two ladders which lead up to a ciborium, crowned by a dome. The Publican stands on the lower zone of the left ladder, while the Pharisee stands on the upper zone of the right, places which correspond to the text of the Gospel (Fig. 10) . 65 A point of particular interest in the fresco is the depiction of the two ladders and the schematized architectural constructs beneath them. The ladders give the impression of leading to the roof of a structure which is beneath the temple. These elements as well as the architectural structures, which can be seen in the background of the scene, are based on byzantine descriptions of the Jewish temple. Theophanes Kerameus characteristically writes: "The temple was more raised from the ground of the city. For porticoes beneath the crepises and alternately apses raised it high off the ground. And from the outer sides stone staircases were raised from the lower sections up to the gates of it." 66 The influence of the text on the creation of the image is clear. 67 The choice of these particular parables for the decoration of the parecclesion of St. Nicholas does not seem to be accidental; it could be interpreted according to their eschatological and soteriological content. The parable of the Good Samaritan and that of the Pharisee and the Publican have a mainly soteriological character, as they are related to the salvation of the people, which became possible with the Incarnation of God (Good Samaritan). In this way, the faithful can achieve salvation with actions that are in harmony with the teaching of the Gospel, in other words, love for their neighbor (Good Samaritan) and humility (Pharisee and Publican). At the same time, however, the aforementioned parables also include eschatological elements, as can be seen in the other two allegorical stories that were depicted in the same parecclesion. The way through which the faithful will earn a place at God's Right Hand at the Last Judgment is demonstrated with the parables of the Royal Wedding and of the Rich Man and Lazarus, while they, whose actions are not in accordance with the Gospel, will be thrown into eternal damnation.
The depiction of these particular parables within the parecclesion raises -as is natural -the question of its liturgi-cal function. The soteriological and eschatological meanings of the images could lead to the conclusion that the chapel was used for burial purposes; however, it is known that the burial chapel of the monastery of Dečani was that of St. George. 68 As a result, it is possible that the parecclesion of St. Nicholas was used for memorial services, as has already been suggested. 69 The matter, at any rate, is still open to study.
The creation of a "cycle" of parables is an innovation in the iconographic program of churches from the Palaiologan era, and can be seen almost exclusively in Serbian monuments, as well as in the Serbian Chilandar monastery on Mount Athos. The choice of the parables that comprise the cycle is a significant clue, which can be utilized to explain their depiction in this particular area. The example of Dečani is characteristic, because more or less the same parables are also found in other Serbian monuments. The most commonly represented allegorical stories are those of the Royal Wedding, the Pharisee and Publican, the Good Samaritan, the Rich Man and Lazarus, as well as that of the Wise and Foolish Virgins.
The parables of the Pharisee and Publican and of the Wise and Foolish Virgins have a significant role in the Typikon of the Church of Constantinople and in the Sabaitic Typikon (Typikon of the Church of Jerusalem), as the first one is read on the first Sunday of the Triodion, 70 while the second one is read on Holy Tuesday. 71 The importance of the other parables is nonexistent in the Typikon of Constantinople, 72 a difference between that and the Sabaitic Typikon. G. Bertonière's studies have shown that the parable of the Royal Wedding was read in the Sabaitic Typikon on the second Sunday of Lent, 73 that of the Good Samaritan on the fourth 74 and that of the Rich Man and Lazarus on the fifth. 75 The same quite possibly was true in older times for the Church of Constantinople, because the hymnology of these Sundays seems unrelated to the nowadays corresponding Gospel passages, while it shows a particular relationship with the aforementioned parables. 76 The certain reading, however, of the Gospel passages with these parables on the Sundays of Lent in the Sabaitic Typikon makes their liturgical importance significant, a fact which explains their frequent depiction.
A question that easily occurs is the following: For what reasons where these particular parables included in that exact time period in the iconographic programs of Serbian churches? This question can be answered if we examine the changes which took place within the Serbian Church in the thirteenth century, especially with regards to its relationship with the Patriarchate of Jerusalem. It is known that, Sava, archbishop and later saint of the Serbian Church, who visited the Holy Land twice, showed a marked interest in the liturgical reform of his own Church, which became autocephaly in the year 1219, 77 and in the spiritual and artistic relationship between this Church and the one of Jerusalem. 78 The reform of the Serbian Church was focused on the adoption of the Sabaitic Typikon, which brought many changes to the more important liturgical books, i.e. the Triodion, the Menaia, and the Oktoechos in Serbia as well as in the Chilandar monastery. 79 The Sabaitic Typikon was translated in the year 1319 into the Serbian language by Nikodim, the hegoumenos of the Chilandar monastery and later archbishop of Serbia. 80 In his translation's prologue, Nikodim notes that he undertook this difficult task, so that it could be utilized by the whole Serbian Church. 81 The inclusion of the examined parables into the iconographic program of Serbian monuments since the fourteenth century could therefore be related to the reformation of the Typikon of the Serbian Church, and in particular its adoption of the Sabaitic Typikon, in which, as mentioned above, the liturgical value of said Gospel passages was significant.
At this point it must be noted that many archbishops of Serbia, such as Sava III (1309-1316) and especially Danilo II (1334-1337) played a significant role in the organization of the iconographic programs of the churches in their domain. A characteristic example is the latter's involvement in the conception of the painted decoration of Dečani. 82 These personalities had as their objective the connection of the Serbian monuments with the Church of Holy Sion in Jerusalem, 83 in which, as it is known from philological sources, the parable of the Pharisee and Publican was depicted. 84 As a result, it is not possible to exclude that the inclusion of the other parables within the Serbian churches is related to similar depictions in the Church of Holy Sion. This hypothesis, however, based on our current knowledge, cannot be supported.
Представе Христових парабола у српским средњовековним црквама. Пример Дечана Апостолос Г. Мандас Пред ста ве Хри сто вих па ра бо ла по ја вљу ју се у зидном сли кар ству пра во слав них цр ка ва од XIV ве ка, углавном у срп ским хра мо ви ма. Је дан од њих је сте ка то ли кон Де ча на. У ње го вом ол та ру и на о су мо гу се ви де ти пара бо лe о из гу бље ној ов ци и де сет де ви ца, док су у запад ном де лу па ра кли са Све тог Ни ко ле при ка за не па рабо ле о цар ској свад би, до бром Са ма ри ћа ни ну, бо га та шу и убо гом Ла за ру, као и о фа ри се ју и ца ри ни ку.
По ја ва па ра бо ла у про ско ми ди ји и на о су моглa би се об ја сни ти на мно го на чи на; ипак, слика ње до дат них па ра бо ла у па ра кли су Све тог Ни ко ле у скла ду је с њи хо-вом со ти ри о ло шком и ес ха то ло шком при ро дом, ко ја одго ва ра мо гу ћој упо тре би па ра кли са за фу не рар не слу жбе. Из бор при ка за них па ра бо ла у скла ду је с Ти пи ком Је ру салим ске цр кве, ко ји је по чет ком XIV ве ка пре ве ден на српски је зик, а по том је био у упо тре би у Срп ској цр кви. По том ти пи ку, чи та ње на ве де них де ло ва је ван ђе ља, ко ји ма у ви зан тиј ској цр кви ни је при да ван по се бан зна чај, би ло је из у зет но ва жно у Је ру са лим ској цр кви, с ко јом су Срби има ли сна жне ве зе још од вре ме на све тог Са ве. На тај на чин мо же се об ја сни ти че сто представљање по ме ну тих па ра бо ла у срп ским цр ква ма од XIV ве ка на да ље.
